Piki onis a nd th e Trans visi bilty Two major conflicting cultural tendencies have been present in history throughout different socioeconomic systems, whether tribal, feudal, or capitalistic. The one adores objects for their material identity, their visual qualities, val-
ues them as things to possess and to consume, and regards them as ends in themselves. The other is oblivious to their material identity and their visual qualities and considers them only means towards serving higher ends. The concepts of idolatry, fetishism, iconoclasm, and more recently "dematerialization" have emerged out of this incessant conflict. The context of this ideological confrontation is important In order to understand the significance of the web of paths, or simply the "Paths" as we will call the project here, ascending to the Acropolis and to the summit of Philopappos Hill in Athens (1950) (1951) (1952) (1953) (1954) (1955) (1956) (1957) . This project, designed by Creek architect Dimitris Pikionis, is considered to be one of the most important architectural works of this century. With this project, Pikionis appears to be on the side of the "invisible," positing himself decidedly against idols, spectacles, and fetishes, as we understand these terms today. In this article, we will not delve into an analysis of the theological, economic, or psychoanalytic parameters this project; rather, we will examine succinctly the unique architectural strategies of the invisible developed by Pikionis and the specific context within which they appeared. 15 At first glance, Pikionis seems to be a backward-looking, late nineteenth century nostalgic and post-Romantic regionalist involved in minor projects in a minor country. Many people even in his own country still think of him as such an architect. Indeed, Pikionis built very little, wrote even less, and spent most of his life in a peripheral region without any affiliations to major institutions devoted to the perpetuation of his memory. However, today, thirty years after his death in 1968, his reputation as a designer ahead of his time, as a Critical Regionalistcritical of both contemporary mainstream architectural practice and of dominant social and cultural trendsis currently taking international dimensions. This belated reputation has resulted mostly from one project, his "Paths," which, as we will argue, is a clear manifestation of his stance for an "invisible," "dematerialized" architecture. Not only did Pikionis produce a most significant work but also a prototype for a design approach whose potentials have not yet been exhausted.
Alex Tzonis
Born in 1887 in Piraeus, Pikionis entered the Creek Polytechnic School in Athens at the age of 16 in order to study civil engineering. The Engineering School was adjacent to the School of Fine Arts, and Pikionis established strong and lasting friendships with art students, one of whom was Ciorgio de Chirico. In 1 908, we find Pikionis in Munich and the year after in Paris, where he studies painting and architecture. In 1912, he returns to Creece, where he begins to teach, to write, and to carry on a modest practice. In addition, upon his return, Pikionis begins to study local vernacular buildings, focusing on their relation to the landscape. The impact of these studies is evident in his 1933 designs of two schools, one in the heart of Athens at the foot of Mount Lycabetos (Fig. 3 ), the other in Thessaloniki. Both schemes show careful consideration of fitting the project into its surroundings, a rare quality in modern architecture at that time.
During the same period, in parallel to his field studies and to his design activities, Pikionis began his research toward the development of a new theoretical framework that would relate buildings, landscape, and historical memory. It is precisely the uniqueness of this investigation that would ultimately catapult him from the status of a good local designer to that of a major contributor to the culture of this century. Many of the following factors contributed to his becoming interested in this problem: Pikionis was affiliated with many artists, quite a few of them landscape painters; he was operating within a physical environment loaded with historical associations; and finally, he was deeply aware of the absence of a comprehensive theory in modern architecture addressing structures and surrounding context as a whole at that time. Yet, the most important reason was probably Pikionis's distaste for worshiping buildings as autonomous objects; his interests lay clearly in an iconoclastic, "dematerialized" architecture.
Pikionis's struggle to develop a theory of architecture encompassing site and landscape is documented in the pages of To Trito Mati, a Creek journal he edited between 1935-1937.' In an article published in 1937, Pikionis presents a study carried out at Charlottenburg Technische Hochschule in Berlin by C. A. Doxiadis,^an ex-student of his who was to become a world-renowned planner after the Second World Wan The topic is the structure underlying the apparently chaotic architectural space of Ancient Creek architectural sites. Doxladis's aim was to discover the hidden system that brought "order into the disposition of buildings in a lay out" and determined the "different shapes of space. ..and lines of buildings. ..in bringing buildings into harmony with each other and with the landscape. "3 Pikionis, elaborating on Doxiadis's thesis, offered a method for systematizing architectural space through the use of polar coordinates which represented visual lines departing from the viewer's eye.
The coordinates thus constructed a tacit, "egocentric frame of reference" of space that permits the viewer to infer a pattern of relations between buildings and landscape (Fig. 2 ). The frame, therefore, does not single out any particular building; on the contrary, it brings all built volumes and all elements of the landscape together as one whole whose structure becomes understandable to the viewer through a process of abstraction and reflection. In this sense, the design object is not the single building, but rather the implied pattern of tacit relations between buildings and elements of the landscape, established by visual "occult" lines. As such, it is understood rather than gazed at.
In the context of the conflict between "spectacle" and "invisible" architecture, the system Pikionis offered to designers rested decidedly on the side of the "invisible," despite the fact that it was based on the model of vision.
Furthermore, Pikionis offered a system that linked buildings, landscape, and the memory of the historical past. This later inclusion made the synthesis even more "invisible" because, in addition to *t. the use of "occult" lines, It also involved relations between buildings, events, people, and stories concealed in the past of the site. One can trace back the origins of these ideas to the writings of Goethe and John Ruskin, as well as the work of Giorgio de Chirico.
In the same article, Pikionis refers to a text by Erich Mendelsohn, originally published in the Berliner Tageblat in 1931 and reprinted by him in a previous issue of To Trito Mettle Mendelsohn wrote it after his visit to the Acropolis of Athens, 5 accompanied by Pikionis. He was deeply impressed by the tour, and especially by the ascension to the Parthenon. 6 in fact, this experience appears to have influenced Mendelsohn, who was even more interested in movement than Pikionis at that time, as in his design for a landscaped pathway up the hill in the case of the Weizmann Mansion of Rehoboth (1 936-37).
One has the impression that Pikionis used Doxiadis's study as a vehicle to support his own polemical ideas about the importance of landscape in the design of building complexes but, most importantly, to develop his particular endeavors for an architecture of movement, of the "route."
His major contribution occurred after the Second World War when he designed the "Paths," (Fig. 4a and 4b ) in which his anti-idolatrous stance was clear in the "invisibility" of the forms he employed. Artur Glikson, describing the project in a letter to Lewis Mumford, referred to the "Paths" as "so well" designed "that hardly anyone realized that they were landscaped. "7 In this project, the early ideas of relating buildings with each other, with the surrounding landscape, and with the historical memory of the site were intertwined with the notion of movement, which already in the 1930s had begun to play a significant role in Pikionis's work. As it was previously presented in the pages of To Trito Mati by Pikionis and those of Berliner Tageblat by Erich Mendelsohn, movement along the route appeared as a sort of "promenade solitaire" offering solitary "cognitive pleasures" in experiencing dynamic relations between built forms, landscape, and memory. In this unique project, Pikionis achieved an architecture ensued from movement and human interaction; his design captured the social experience of community.
It is instrumental to regard Pikionis's work in the context of the historical moment of its production, the 1 950s. For it is the time when the Welfare State architecture of post-war reconstruction, the commercial architecture of multi-national emporia and office chains, and the neomonumental architecture equally ignored the value of social interaction. Contrary to these trends, Pikionis was a pioneer in offering both a theory and an actual demonstration of an approach based on social sensibilities. Seen in the particular context of postwar Creek historythe project being conceived and executed following the end of Creek Civil War -Pikionis's search for an architecture of community takes an even more urgent and tragic dimension. How Pikionis viewed his responsibility as an architect is evident from his letter to the Minister of Public Works of 1955.8 There he wrote that he saw his "Paths" as combating the "banalities" of present day fashion and suggested the possibility of a different kind of architectural practice, one that would, above all, aim to serve the social aspects of architecture. This polemical, programmatic aspect of the "Paths" explains why, despite the dominant presence of the surrounding ruins and their implied history, the project is free from nostalgia and full of human vitality.
In his efforts for a socially sensible approach to architecture, Pikionis was not alone. His idiom might have been made up of local stone and lime, of shrubs typical of the Attica region, but his message was the same as that of a younger postwar generation of architects. This was despite the fact that, in contrast to Pikionis, they were involved in building much larger and technologically more complex projects.
We are referring to Louis Kahn's work during the 1950s and early 60s, to the young generation of architects of the 1 950s such as Ernesto Rogers and James Stirling, and to the members of Team Ten, in particular Aldo van Eyck, Peter and Alison Smithson, Bakema, and Shadrach Woods. Much like Pikionis, they all turned their backs to aesthetic qualities of architecture to focus on movement and human interaction. To quote Shadrach Woodsone of the most lucid spokesmen of his generationthey proposed, much like Pikionis, that "the approach [to architecture could] no longer be only visual. "9 What Woods intended was "the creation of environment at every scale of human association" appropriate for a "society.. .entirely new... a completely open, non-hierarchical co-operative in which we all share on a basis of total participation and complete confidence." This was the web, or "stem," a kind of frame within which "function can be articulated," a mechanism of interaction to sustain human community.io In these terms, what Pikionis had designed was a stem intended to enhance the quality of the "environment of human association" as dreamt by Woods and the other young architects of that time. We might say that Pikionis's non-visual design to sustain community was not only equally free from the idolatry of form but also highly inclusive since it embodied also landscape and memory. Characteristically, Pikionis told a colleague, who wrote to him in praise of the "Paths" for enriching the lives of "ordinary men and women," that he was happy he "read into the souls of simple people and appreciate[d] their unerring judgement instead of imprudently risking an aesthetic analysis, which more often than not proves uncertain, or worse, sterile."" Indicative of Pikionis's appreciation by the younger generation of architects was the publication of an article by the Japanese critic Noriaki Kurokawa. In an issue of Kenshiku Bunka, Kurokawa lauded Pikionis's 20 "Paths" as appealing to "crowds of people," declaring it a prototypical architecture of the future, "an architecture for human movement. "'K urokawa compared it to the new town prototype devised by Candilis, Josic and Woods and also to his own work. Lewis Mumford, who visited the project during his travel in Greece in the late 1950s, also admired Pikionis's "Paths." Mumford was so deeply moved by Pikionis's work that he decided to include it among the very few contemporary examples in his book, The City in IHistory.^Ŵ hat is remarkable about Pikionis's design is that it was built roughly as he had planned it. Equally extraordinary is the fact that today, decades after the completion of the project, in the midst of pollution and tourists' crowds, one can still experience the dialogue between artifact and landscape, the sense of community the scheme generates, and its powerful presence despite its "invisibility." Few of the projects by the young architects of the 1950s and 60s who shared the same enthusiasm and beliefs with Pikionis had the same luck.
With the exception of the "Paths," Pikionis's theory hardly had any major application. Nor has any major alternative system, trying to answer the same questions Pikionis addressed, been developed since. It was only in the beginning of the 1990s that Daniel Libeskind advanced a similar approach in his Extension of the Berlin Museum with the Department of Jewish Museum (1989) (1990) (1991) (1992) (1993) (1994) (1995) (1996) (1997) . Like Pikionis, Libeskind linked persons and objects from the surrounding landscape to shape, in his case, a "Path-building." The Libeskind system, however, is derived from much deeper reflections than the Pikionis-Doxiadis one. His is not a path for people to interact as they move. Neither is it a "promenade solitaire." Rather, it is a confrontation with the objects of memory of the tragic historical events of the Holocaust, with the history of anti-Semitism, and with the long tradition of opposition to idolatry.
To return to our initial point, two major antagonistic attitudes toward objects have divided architects, critics, and the public of architecture over the centuries; worshiping buildings as objects of desire and goals in themselves as opposed using buildings as instruments to achieve higher values. Pikionis belongs to the second category. He renounced the architecture of the spectacle. He embraced an "invisible" architecture of movement, encounter, and dialogue between objects and land- scape, and, above all, between humans. To summarize his approach, one might quote the philosopher Martin Buber; he rejected "a relationship to an idol" and instead he decided "to confront a 'You;'" he opted for "the 'You' rather than an object."'" This "invisibility" of buildings, of course, is only metaphorical. Buildings are unavoidably visible, inescapably material objects. To quote Buber once more: "Every 'You' in the world is doomed by its very nature to become a thing. "'s The problem posed not only to architects but also to all human beings is how to transform this It into a You, how to give physical form to a genuine dialectic relationship, how to turn the "chrysalis" into the "butterfly." In his work, Pikionis offered an approach both critical and creative; he suggested a different kind of postwar architectural practice, one relinquishing the idolatry of the visual object in order to weave the invisible ties between architecture and human community. *This article draws from two books in progress: Liane Lefalvre and Alexander Tzonis, Modern Anti-Modern; Architecture since /945 (Penguin Books, 2000) , and Alexander Tzonis, Architecture, I and You. Part of this material appeared also in Liane Lefaivre and Alexander Tzonis "Les sentiers de Dimitris Pikionis, une voie du regionalisme des annees 50," Architecture Movement Continuite (1 999). 
